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VIOLIN SONATAS OP.5
CORELLI



Arcangelo Corelli 1653-1713
Sonate a violino e violoncello o cimbalo Op.5 (Rome, 1700)
Dedicated to Electress Sophie Charlotte of Brandenburg

Sonata No.1 in D
1 I. Grave – Allegro  3’07
2 II. Allegro  2’23
3 III. Allegro  1’04
4 IV. Adagio  2’34
5 V. Allegro  1’35

Sonata No.2 in B flat
6 I. Grave  2’42
7 II. Allegro  2’17
8 III. Vivace  1’14
9 IV. Adagio  2’38
10 V. Vivace  1’17

Sonata No.3 in C
11 I. Adagio  2’34
12 II. Allegro  2’08
13 III. Adagio  2’55
14 IV. Allegro  1’02
15 V. Allegro  2’32

Sonata No.4 in F
16 I. Adagio  1’59
17 II. Allegro  2’27
18 III. Vivace  1’14
19 IV. Adagio  2’08
20 V. Allegro  2’25

Sonata No.5 in G minor
21 I. Adagio  2’42
22 II. Vivace  2’05
23 III. Adagio  2’06
24 IV. Vivace  1’39
25 V. Giga: Allegro  1’46

Sonata No.6 in A
26 I. Grave  2’34
27 II. Allegro  2’21
28 III. Allegro  1’06
29 IV. Adagio  0’50
30 V. Allegro  2’17

Sonata No.7 in D minor
31 I. Preludio: Vivace  1’56
32 II. Corrente: Allegro  2’42
33 III. Sarabande: Largo  1’48
34 IV. Giga: Allegro  2’01

Sonata No.8 in E minor
35 I. Preludio: Largo  3’39
36 II. Allemanda: Allegro  1’59
37 III. Sarabanda: Largo  2’35
38 IV. Giga: Allegro  1’57

Sonata No.9 in A
39 I. Preludio: Largo  3’46
40 II. Giga: Allegro  2’59
41 III. Adagio  0’30
42 IV. Tempo di Gavotta: Allegro 2’19

Sonata No.10 in F
43 I. Preludio: Adagio  1’43
44 II. Allemanda: Allegro  2’12
45 III. Sarabanda: Largo  2’01
46 IV. Gavotta: Allegro  0’38
47 V. Giga: Allegro  2’16

Sonata No.11 in E
48 I. Preludio: Adagio  1’50
49 II. Allegro  2’46
50 III. Adagio  0’39
51 IV. Vivace  1’55
52 V. Gavotta: Allegro  0’38

53 ‘La Folia’  10’54
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His merit was not depth of learning like that of Alessandro Scarlatti, nor great fancy or rich 
invention in melody or harmony, but a nice ear and most delicate taste which led him to 
select the most pleasing harmonies and melodies and to construct the parts so as to produce 
the most delightful effect upon the ear.
Francesco Geminiani

In the 17th and 18th centuries, Rome was an ideal place for artists, musicians, composers 
and culture consumers. From the time of Urban VIII (who became Pope in 1623), the 
popes and cardinals at the centre of power were great art lovers, who poured large sums 
of money into music and set the pace in Roman opera and oratorio, which were the 
most popular forms of musical entertainment in higher circles. New churches had been 
built in various parts of the Holy City, dedicated to popular contemporary saints, and 
astronomical amounts had been spent on decorating the relatively new basilica of St Peter. 
In secondary schools of the time, mostly Jesuit colleges, new heroes were introduced to 
provide an example, in the hope that today’s youth would become tomorrow’s churchgoers. 
Biographies of Carlo Borromeo, Ignatius Loyola and Theresa van Avila headed the book 
ratings: their lives provided ideal material for annual theatrical events, in which pupils 
could identify with the many monks and missionaries who, in America and the Far East, as 
well as in England and Germany, died as martyrs in the fight for ‘the one true faith’.

In this cultural climate, a major role was reserved for composers of operas and oratorios 
based on biblical themes, and instrumental church music. Ecclesiastical strategists knew 
only too well that listeners would be deeply touched by the moving oratorios and spiritual 
operas of Carissimi, Landi and Alessandro Scarlatti: the texts reached to the depths of the 
soul, and the music to the heart. This had been the territory of Giacomo Carissimi (1605–
1674), the father of the oratorio, who was followed later in the century by Alessandro 
Scarlatti (1660–1725) from Palermo, the father of the celebrated Domenico Scarlatti.

Remarkably, a particular role in the cultural life of Rome was played by a man who 
composed neither operas nor oratorios, but created heavenly sounds on his violin and 
composed nothing but instrumental music: Arcangelo Corelli (1653-1713). At the popular 
and crowded performances of oratorios in Roman churches, Corelli was a charismatic 
violinist and orchestral leader. During the intervals in the oratorios he linked the 
performance up with suitable music, including trio sonatas, violin sonatas and concerti 

grossi, which he composed and performed himself. Most music-minded Romans were well 
aware that Corelli’s pen set the trend in instrumental music between 1680 and 1710. With 
his trio sonatas, violin sonatas and concerti grossi, this mild and amiable violinist and 
composer brought about a little velvet revolution in Europe – among those who copied and 
imitated his music was no-one less than Handel.

Arcangelo Corelli (1653–1713) is sometimes described as one of the most underestimated 
composers of orchestral and chamber music. He was born a full generation before Bach 
and Handel, and influenced that younger generation of Couperin, Vivaldi, Telemann, Bach, 
and Handel so intensely that he was really nothing less than a musical pioneer. At the same 
time, he remained highly popular until his death and long beyond, in contrast to Vivaldi 
and Bach, who went out of fashion before they died and were quickly forgotten almost 
everywhere. It is not without reason that Corelli is often called the ‘founder of modern 
violin technique’, the ‘world’s greatest violinist’, and the ‘father of the concerto grosso’. In 
the end, however, Corelli was overshadowed – particularly by his German followers Bach 
and Handel – and forgotten. He is now a name in books on music history and among 
insiders rather than a real present-day favourite like his Baroque contemporaries Vivaldi 
and Bach.

Corelli’s influence on the music and musicians of his time, however, was enormous, 
particularly through the combination of his three qualities as a violinist, violin teacher 
and composer. His unprecedented skill as a violinist contributed to give the instrument 
its definitive, prominent place in western musical life. This is all the more remarkable in 
view of the fact that in Corelli’s time the violin was still quite a new instrument, which 
he promoted on concert tours of Italy, and possibly of France and Germany too. His 
popularity as a violinist is sometimes believed to have equalled Paganini’s in the nineteenth 
century. But Corelli was also one of the most widely performed and highly estimated  
composers of his generation, even though his output – comprising only six opus numbers 
– was small in comparison with that of Vivaldi, Telemann, Handel or Bach. As a teacher, 
Corelli not only established a widespread ‘violin school’ with countless pupils, including 
Vivaldi and Geminiani, but, directly or indirectly, he also introduced many Italian and 
foreign composers, such as Handel, Bach and Geminiani, to the Italian style. It is very much 
the question, for instance, whether Handel could have written his majestic Concerti Grossi 
Op.6 if Corelli had not pointed the way.



Rémy Baudet studied with Mark Lubotsky at the 
Amsterdam Conservatorium, receiving the prix 
d’excellence in 1981. He was immediately invited by 
Frans Brüggen to join the recently founded Orchestra 
of the Eighteenth Century. By then Rémy Baudet 
had completed a History degree at the University 
of Groningen, and gained further experience as a 
chamber musician with the legendary Quartetto 
Italiano in Milan.

Baudet was appointed concertmaster of the 
Noordelijk Filharmonisch Orkest in Groningen, and 
for 30 years he was concertmaster of the Arnhem 
Philharmonic Orchestra. He also performed as leader 

and soloist with the Netherlands Chamber Orchestra, and as conductor of the Stavanger 
Symphony Orchestra.

Baudet has also appeared as concertmaster of many of Europe’s early-music groups, 
such as the Balthasar- Neumann Ensemble, Al Ayre Español, Ensemble Cristofori, the 
Van Swieten Society, and Les Agrémens. He has given masterclasses at the University of 
Salamanca and the conservatoria of Den Haag and Amsterdam, and was professor of music 
and art history at the Teikyo University in Maastricht.

Rémy Baudet is currently concertmaster of the Orchestra of the Eighteenth Century, has 
written a study of the history of violin-playing between 1770 and 1870. His collaboration 
with Pieter-Jan Belder began in 2001 with a recording of Scarlatti’s sonatas for harpsichord 
and violin, and has resulted in a growing body of albums with Musica Amphion that has 
enjoyed worldwide success.

Corelli’s career developed under a lucky star. He came from a prosperous family in 
Fusignano, a village between Bologna and Ravenna, where he was born in 1653. He died 
in Rome in 1713 as a man of fame, and was buried in a place of honour in the Pantheon. 
Little is known of his life, and his biography is full of gaps and anecdotes. Corelli studied 
from the age of thirteen (1666) in Bologna, a flourishing centre of music with eminent 
composers including Cazzati, Perti, Colonna and Vitali. According to Padre Martini, he 
was taught by Giovanni Benvenuti and later by Leonardo Brugnoli, both pupils of Ercole 
Gaibara, the ‘father’ of Bolognese violinists. In 1670, at the age of seventeen, Corelli 
became a member of the celebrated Accademia Filarmonica in Bologna. In 1675, he 
played in Rome in a series of Lent oratorios and at the annual celebration of the feast of 
Saint Louis of France. According to an anecdote recorded by Rousseau, Corelli played 
around this time in Paris, but returned to Italy because he aroused the jealousy of the court 
composer Lully (likewise an Italian!).

In his Op.5 (1700) Corelli created a real novelty by abandoning the familiar shape and 
sound of trio sonata instrumentation (usually for three players) and focusing on only two 
parts, the solo violin and basso continuo. He thus paved the way for the genre that was 
to occupy such a central position in classical chamber music: the violin sonata (sonata 
for violin and piano). Of the twelve sonatas in Op.5, the first six are sonatas da chiesa, 
and the remainder sonatas da camera. The last and most celebrated sonata contains the 
variations on the passionate theme La Folia, which are exceptionally virtuosic for Corelli. 
‘La Folia’ was to become one of the most famous tunes in music history. The melody was 
taken from a Spanish dance, like a sarabande, but wild and exuberant as in the original 
sense of the word folia: madness or frenzy. It was gladly embraced by a whole line of 
western composers, from Lully, Corelli, Marin Marais, via Alessandro Scarlatti, Carl 
Philipp Emanuel Bach to Liszt and Rachmaninov.
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